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Reviews
edited by
Linda Fairtile
Verdi 2001: Atti def Convegno internazionale I Proceedings of the International Conference,
Parma-New York-New Haven, 24 January-I February 2001. Edited by Fabrizio Della Seta,
Roberta Montemorra Marvin, Marco Marica. Florence: Leo S. Olschki, 2003.
Scholarly activity in any field of historical research can seem a whirl of centenaries (bi-, tri-, and
so forth) of births, deaths, and other significant occasions; astute practitioners quickly learn to
keep an eye out for upcoming round-number anniversaries of the figures and events they study.
In the field of nineteenth-century Italian opera scholarship during the last fifteen years, three
major birth bicentennials (for Rossini in 1992, Donizetti in 1997, and Bellini in 2001) brought
forth a series of notable events and publications. But it was evidently felt that the hundredth
anniversary of the passing of Giuseppe Verdi in 1901 called for something truly extraordinary,
along the lines of the observances in 1970, 1985, and 1991 for Beethoven, Bach, and Mozart
respectively. The papers given at the resulting bi-national mega-conference, spread among three
cities (Parma, New York, and New Haven), have now been published in two large volumes, as
elegant as they are weighty. Volume I contains the proceedings from the sessions held at the
Palazzo Sanvitale in Parma (24-26 January), while Volume II contains papers presented in the
United States (at New York University during the last three days of January and Yale University
on 1 February). There were two official languages at this conference, Italian and English (this
last itself a measure of the prominence in the field achieved by British and American scholars),
and to each contribution in either language has been added an abstract in the other (some of these
extremely brief and consequently unhelpful). Not surprisingly, the papers given in Italy are
mostly (22 out of 28) in Italian, while those given in the U.S. are mostly in English (23 out of
28). Parity between the two languages should not, however, be inferred. There is considerable
variety of opinion among the authors as to what kinds of passages (appendices, citations from the
libretto, etc.) should be provided with translations. Moreover, a number of the translations into
English seem to have been entrusted to non-native speakers, with awkward passages the almost
unavoidable result. Even in a compilation that includes so many English-language papers, a high
degree of Italian literacy will be necessary for anyone who wishes to study the contents of these
volumes.
It is notable that not all of the papers were by professional musicologists, and some came
from outside the world of scholarship altogether. Some sessions were billed as consisting of
"free papers," while others were termed "roundtables." Readers unfamiliar with these rather
counter-intuitively named categories (in general use at some international conferences but
relatively rare in the U.S.) should understand that the distinction hinges on a technical difference
involving format. The "roundtables" are not at all equitable exchanges, as the term might
suggest, but rather consist of a single principal paper and a brief response from each of the other
participants. It is striking that many of the most illustrious names in Verdi scholarship were
modest enough to assume the humbler role of respondents at roundtables, thus granting a
significant hearing to more youthful voices and perspectives. A session of "free papers," on the
other hand, is not at all a miscellany, but a group of contributions bearing on a particular theme
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or area of inquiry, each author "free" of the constraint of having to respond specifically to any of
the others. Indeed, some of the free papers hang more tightly together than the papers at some of
the roundtables, although other "free" sessions yoke together papers with little in common apart
from a very general idea. The organizers were, in fact, faced with an almost impossible task in
having to assign papers to various sessions, and many other ways of divvying up the proceedings
might have been devised-at times, papers widely separated in the conference and in these two
volumes seem more firmly linked than those given at a single session of free papers. The
roundtables, at any rate, make for the most dramatic reading in these volumes, since the
respondents, although never rude or disrespectful, typically lose little time in pushing formalities
to the side, and the battle is joined with refreshing directness and candor.
A glance at the table of contents, given with page numbers only at the end of Volume II,
quickly reveals the long distance that Verdi scholarship has traveled since the 1966 and 1969
conferences on the composer and his works, which were held under the aegis of the Istituto
(Nazionale) di Studi Verdiani. For the most part, the general is out and the particular is
definitely in; gone are the contributions purporting to cover almost unimaginably large areas
("Verdi and Donizetti"), and in their place are a number of contributions tightly focused on, say,
a single issue as it relates to a single opera (several at most). But it is precisely this restricted
focus that allows for an almost astonishing breadth in the range of issues considered and the
number of sister disciplines drawn upon in these contributions. This is not a surprising
development for those who have followed Verdi research over the last ten years, since it has
been in evidence in such scattered sources as Studi Verdiani, Cambridge Opera Journal, and The
Musical Quarterly for some time; still, to see so many such contributions placed between the
covers of these volumes produces a powerful effect. The cumulative results of decades of fine
scholarship are highly impressive, as one after another, the participants were able to refer to
documents, critical editions, recently published correspondence, and iconographical materials
that twenty years ago had not yet come to light; more important, they have, to a remarkable
degree, absorbed each other's work and that of preceding generations of Verdi researchers.
Eduardo Sanguineti's opening essay on the "realism of Verdi" stands alone, not forming
part of either a roundtable or a session of free papers, and is an appropriate introduction to the
mostly Italian half of the conference. We need to read through two-thirds of this essay before it
becomes clear what Sanguineti means by "realism," which is not the traditional definition (as
exemplified by late-nineteenth-century French fiction, with its conscious striving after an
accurate imitation of nature and real life), but rather Verdi 's paradoxical appreciation of
Shakespeare, expressed in an often-cited letter to Clara Maffei of 1876, that "it's a fine thing to
copy the true, but it is better, much better, to invent the true." 1 Beginning with a series of
characteristic quotations from mid-twentieth-century Italian critics who, reversing the preceding
critical consensus, exalted a blood-and-thunder middle-period work like I! trovatore over the late
Verdi masterpieces, Sanguineti hails Verdi as having "invented the truth" as a creator of Italian
identity.
The first roundtable discussion centers on a consideration by Pier Vincenzo Mengaldo of
Verdi's style as a writer of letters. Although Verdi's voluminous correspondence has received a
great deal of attention from scholars and continues to do so, as these volumes make clear, this
particular aspect of them has not. Mengaldo identifies a number of intriguing linguistic
similarities, such as a penchant for extreme concision of expression, shared by the language of
Verdi's letters and that of his librettos as originally written and as set by the composer. In the
1

1 copialettere di Giuseppe Verdi, ed. Gaetano Cesari and Alessandro Luz io (Milan : Ricardi, 1913), 624.
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first response, Julian Budden politely but firmly punctures what he considers some of
Mengaldo's far-reaching claims, arguing, for example, that there may be other and better reasons
for the brevity of certain lines beyond the notion that they, along with the letters, are expressions
of "The Man Verdi"; Budden buttresses his arguments with musical examples, which are absent
from Mengaldo's paper. Gilles De Van is even more pointed in his objections, rebutting any
claims as to the significance of linguistic parallels between letters and librettos for the simple
reason that Verdi did not write his own librettos. Like Budden, Wolfgang Osthoff adduces
musical examples, but these tend to confirm rather than undermine Mengaldo' s arguments,
which therefore "invite further reflection."
The first session of free papers, "Graftings and Contaminations," opens with Hilary
Poriss, who draws on her extensive research into the complex world of substitute arias to
investigate the case of an aria from I Lombardi a/la prima Crociata that was inserted by the
tenor Guglielmo Fedor into the first act of Bellini's Beatrice di Tenda during an 1843
performance in Pavia. Poriss goes well beyond a thorough documentation and technical account
of this borrowing to explore the historical and aesthetic issues stemming from substitute arias;
more especially, she wants to know why the practice of inserting them, once so widespread, died
out toward the end of the nineteenth century. In the past, this has been attributed to the
increasing authority of the composer in determining all aspects of a performance. Finding this
explanation inadequate, Poriss makes a convincing case for seeking the answer instead in
audience reception. She makes fascinating use of the concepts of changing "modes of
discernment" introduced by the art historian Barbara Stafford to account for a parallel practice in
painting, i.e., "quoting" one artwork within another.2 In Poriss's proposed interpretation,
Stafford's "analogical" mode of recognizing the substitution gradually gave way to a more
jarring "allegorical" mode.
Glona Staffieri has played a significant role in Italian opera scholarship through her deep
knowledge of French opera, theater, and culture. The importance of Victor Hugo for opera has
long been recognized, but in her paper Staffieri provocatively emphasizes the reverse relation
(the importance of grand opera, including Meyerbeer, for Hugo) as well as the reciprocal theme
of the importance of Hugo in laying the groundwork, most notably in the celebrated preface to
Cromwell, for the grand opera aesthetic. These considerations find their nexus in a close look at
Rigoletto. Since most studies of Verdi in his connection with grand opera have focused on the
obvious examples (Jerusalem, Les Vepres siciliennes, Don Carlos) or close derivatives such as
Aida, Staffieri's paper will be a revelation for those who assume Rigoletto to belong to an
entirely different, echt-ltalian category of opera.
Among the various approaches to Verdi reception presented in the session on "The Image
of Verdi in the Nineteenth Century," two deal with the writings of critics. Alessandra Rampoldi
documents the growing mutual esteem between Verdi and the music critic and conductor Alberto
Mazzucato, while Marco Capra focuses on the criticism of a non-musician Carlo Collodi, best
known as the author of Pinocchio. Capra offers interesting insights on Collodi's similarities with
other important Italian critics of the time, such as Ermanno Picchi and Abramo Basevi. A
completely different example of "reception history" is Michael Sawall's essay on the use of
Verdi's name as an acronym for a patriotic slogan. Sawall cuts through the contradictory swirl
of accounts given for the origin of the acronym, which differ with regard to the date (pre- or
post-unification), precise location, and political circumstances surrounding its earliest use. He
disentangles the slogan "Re d'ltalia" (as a patriotic epithet for Vittorio Emmanuele) from the
2

See Barbara Stafford, Visual Analogy (Cambridge: MIT Press, 1999).
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acrostic V.E.R.D.I., and this in tum from the "Viva Verdi" cry used in some public
demonstrations. One of Sawall's more startling discoveries is that Bellini's Norma and
Meyerbeer's Le Prophete figure more heavily in the history of such demonstrations than Verdi's
operas do.
Another session on reception concentrates on a different aspect of this immense area, that
of the dissemination of Verdi's music. The contributions of both Antonio Carlini and Pier Paolo
De Martino explore transcriptions, the former investigating band arrangements, the latter
focusing on arrangements for solo piano. Carlini's paper, solidly based on archival work in
several municipal band archives in Italy, brings out not only the rapid diffusion of opera through
these arrangements but also the role of bands in keeping alive the memory of operas that had
disappeared from the stage. He also touches on interesting social aspects of municipal bands,
whose members were drawn from different class backgrounds, as well as the technical
differences between various types of "translation" from opera to band piece; this last discussion
would certainly have benefited from musical examples. De Martino is concerned to show that
the historical importance of piano transcriptions has been severely undervalued; he makes a
strong case for his argument that such transcriptions represented far more than a simple diffusion
of vocal music among non-theatrical audiences and played a decisive role in consolidating
Verdi's preeminence, in addition to having provided a vast source both of middle-class
entertainment and of income for music publishers. Francesca Seller's essay on Verdi and music
publishers in Naples, the third paper in the "dissemination" session, also touches on
transcriptions, but only as part of a wide-ranging survey that takes on the distinctive performance
practices and habits of musical consumption in that city as reflected in published scores and
arrangements.
Thematically, Francesco Izzo's paper on singers and Verdi reception in the nineteenth
century belonged in the session just discussed; it was originally to have been the first on a twopaper session. Because the other speaker was, in the event, unable to participate, Izzo's
contribution was presented as a single free paper, independent of any session. Izzo's extensive
research into two kinds of sources-singers' correspondence and published vocal treatises-goes
a long way toward balancing out what has been a very one-sided view (Verdi's) of the
composer's relation to his singers and suggests a much larger role for singers than has hitherto
been acknowledged in the processes that regulated the circulation of Verdi's operas.
Verdi's status as a Risorgimento hero, which has become a truism, receives a thorough
reconsideration in the roundtable session on "Verdi in Italian History." Giuliano Procacci takes
the provocatively revisionist position that this status is essentially unfounded, based as it is on
faulty reasoning and simplistic propaganda. Stressing the intermittent nature of Verdi's
involvement in political affairs, Procacci encourages us to rethink the common notion of Verdi
as an engage artist and to be on guard against a certain kind of late nineteenth-century patriotic
discourse falsely suggesting that Verdi was a whole-hearted supporter of the post-unification
Savoy kingdom. The response to Procacci's paper by Lorenzo Bianconi, although not directly
taking issue with any of the points raised, nevertheless subtly attempts to reconnect Verdi to the
Risorgimento, not in an overtly political sense, but as a creative artist who offered to Italians "a
dramaturgy congenial to Risorgimento ideals." Stefano Castelvecchi also accepts that Verdi's
involvement in politics has been distorted, but goes on to say that it is not enough "to dismiss
inaccuracies as unfounded; we need to explore how inaccuracies arise and are disseminated."
Questioning Richard Taruskin' s assertion that the Italianness of Verdi is no longer praised to the
extent that it once was, Castelvecchi contributes the best line of the book: "My impression,
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having lived a dozen years outside of Italy, is that when it comes to representing the idea ofltaly
in other countries, Verdi is second perhaps only to pizza." The late John Rosselli in his response
steers a middle course between Procacci's revisionism and the objections raised to this by
Bianconi and Castelvecchi. Beginning his comments with an original parsing of the famous
lines from Attila, Ezio's "Avrai tu l'universo I resti l'ltalia per me" (You will have the universe,
leave Italy for me), Rosselli attempts to show that Ezio's patriotism is more Venetian than Italian
and that Solera's lines-far from the ringing cry for Italian independence that they have always
been taken to be-suggest rather a desire for a qualified autonomy of the Italian peninsula under
a distant emperor. But Rosselli also echoes Bianconi in stressing that the Risorgimento character
of an opera is not necessarily connected with a plot involving a struggle for independence: fl
trovatore, he says, is more of a Risorgimento opera than La battaglia di Legnano-a most
intriguing notion that Rosselli unfortunately did not have an opportunity to elaborate.
A session of free papers on "Aesthetic Theories and Compositional Strategies" opens
with a consideration by Gabriele Scaramuzza of the quality of "ugliness" as a theme within
"Verdi's cultural universe," a quality that he believes to have been deliberately cultivated by
Verdi. In this essay, Scaramuzza attempts to apply to Verdian aesthetics certain theories of
nineteenth-century thinkers, including Friedrich Schlegel, Madame de Stael, Francesco De
Sanctis, and, most notably, the Hegelian philosopher Johann Karl Friedrich Rosenkranz, some of
whose aesthetic writings were translated into Italian in the nineteenth century. The ugliness that
Scaramuzza bas in mind resides primarily in the drama or the libretto, such as the prominence of
repellent characters (like Wurm) in so many of Verdi operas, but his considerations naturally
spill over into musical matters. Verdi's correspondence provides much evidence of a positive
valuation placed on ugliness in certain contexts, and commentaries from nineteenth-century
authorities like Fetis to the recent writings of the late Francesco Degrada and of Marcello Conati
add weight to Scaramuzza's argument. Marco Beghelli posed a considerable challenge for
himself in attempting to summarize the use of the melodic semitone as a "symbol of lamenting"
in works by Verdi and his predecessors and contemporaries. Many scholars today will agree that
it is legitimate to speak of denotative signs in music, to the point where it was probably
unnecessary for Beghelli to cite aestheticians such as Leonard Meyer, Susanne Langer, and Peter
Kivy in support of this. But what is denoted in this case is varied and complex. To make a sharp
but unsupported distinction, as Beghelli does, between sighing and lamenting is to ask for
trouble, and the signifier can be every bit as slippery as the signified. Even while acknowledging
that the lamenting semitone may ascend rather than descend, Beghelli privileges without
explanation the descending semitone as normative; similarly he downplays the many examples in
which the musical lament is a whole tone rather than a semitone. Helen Greenwald closes out
the aesthetics session with a fascinating attempt to sketch out a theory of comedy adequate to
account for certain features of Falstaff. She is especially insightful in her comments on the
comic significance of the frequent cadences in the score, i.e., closure as falsity.
A shorter session on Verdi in twentieth-century German culture consists of two papers,
one by a German and the other by an Italian. Gundula Kreuzer, moving chronologically ahead
from her earlier critical work on the German "Verdi Renaissance" of the post World War I
period, offers a brilliantly unsettling survey of Verdi reception during the Third Reich as
manifested in criticism, stage productions, and governmental policies. Stressing the continuities
of this dark phase of German Verdi reception with the periods both preceding the Nazis (whose
exaltation of Verdi as an "Artist of the Volk" echoed a critical predilection of Weimar
intellectuals) and after them (confirmed by Verdi's undiminished popularity after the war, in
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stark contrast to the fate of Wagner), Kreuzer refutes the comforting thought that Nazi-era Verdi
reception was no more than an aberration. The question addressed in the following paper, by
Marco Marica, also touches on the Verdi renaissance in Germany and Austria, but from a
different angle: we know of the enthusiasm for Verdi felt by such 1920s' intellectuals as Franz
Werfel, but what were the parallel manifestations in the works of German and Austrian
composers during the same period? Marica holds up Weimar-era Zeitoper as a locus of Verdian
reference, influence, and reception, but some of the supposedly Verdian features he indicates in
these operas, such as Krenek's use of "contrasting musical styles to distinguish different
characters" ("stili musicali differenti per caratterizzare i vari personaggi," p. 324) in Jonny spielt
auf, or the presence of closed numbers in some of the operas he discusses, seem far too general
to prove his point. A pronounced classicizing tendency in German opera had already been felt at
least as far back as Busoni, whose conceptual models were primarily eighteenth-, not nineteenthcentury ones, and the closed forms in Hindemith's Cardi/lac seem similarly pre-, not to say
altogether un-, Verdian. Much later in the conference, another session took up Marica's theme
of twentieth-century operas with Verdian references, but with more substantial results (see p. 84
below).
Another short session on Verdi in the twentieth century deals with performance. Linda
B. Fairtile addresses the impact of The Works of Giuseppe Verdi (WGV, the critical edition of
Verdi's operas launched with Martin Chusid' s edition of Rigoletto in 1983) on the performance
of works that are already published (or soon to be published) in the series. Relating anecdotes
she has heard from editors (Jeffrey Kallberg, Claudio Gallico, Fabrizio Della Seta, and David
Lawton) directly involved with productions based on their editions, Fairtile makes it clear that it
hasn't exactly been smooth sailing, with performers often putting up fierce resistance. But she
also stresses a bright side: certain conductors (Riccardo Muti, Victor De Renzi) are
appreciatively aware of WGV, and there is reason to hope for a growing awareness of Lawton' s
observation that these editions, far from imposing a single, correct interpretation of Verdi' s
operas, in fact, will provide increased opportunities for informed variety in performance. Olga
Jesurum' s paper on the visual aspect of Verdi 's operas in Italian stagings during the first half of
the nineteenth century begins by stressing Verdi's scenic ideas as expressed both in his
correspondence and in his supervision of certain productions and goes on to explore the
challenges faced by early twentieth-century stage designers and directors in achieving
interpretive autonomy. Jesurum, whose comments are complemented by a generous helping of
illustrations, seems in general to prefer some of the original stage designs to certain later ones,
which she perceives as elaborate and over-crowded, but she nevertheless welcomes the longterm trend toward directorial autonomy as a positive development.
The final session included in Volume I is a roundtable, the centerpiece of which is
Marcello Conati's summary of Verdi's thoughts on the interpretation of his works. Conati draws
principally on the many comments on performance sprinkled through Verdi's correspondence
over many years, documenting the increasing authority asserted and exercised by Verdi in
controlling all aspects of a production: the choice of singers, the staging, and the conductor, as
well as performance practices, e.g., his prohibition of transpositions and cuts. Sieghart
Dohring' s response describes the same evolution indicated by Conati, but within a somewhat
different framework, i.e., in terms of reactions on Verdi' s part- not random, but guided by an
overarching concept of musico-dramatic unity-to successive examples and stimuli. Anselm
Gerhard's response also upholds the ideal of musico-dramatic unity as having ramifications for
performance, including those of "time" and "space": the former term being used especially in its

81

Reviews
sense of musical tempo (as when all of the metronome indications in Act IV of fl trovatore can
be seen as deriving from a single tactus, an interpretation amplified later in the conference by
John Mauceri, see pp. 87-88 below); the latter in terms of a distinction between interior and
exterior scenes, which finds a close parallel in Verdi's music. The cult of "unity" as the
watchword of artistic value may have taken a beating in many recent critical writings, but
Dohring and Gerhard indicate its continued appeal to some scholars. The response of Philip
Gossett closes both the session on performance and the first volume. Striking a cautionary note,
Gossett warns against the very idea of trying to construct, from phrases found in Verdi's letters,
an official, fixed, coherent approach to performing his music. Gossett, citing a host of issues that
arose during preparations--contemporaneous with the conference-for the 2001 production in
Parma of Ilaria Narici's critical edition of Un hallo in maschera, asks rhetorically how Verdi
would have responded to such challenges, and gives the answer himself: "Certainly he would not
have looked back to the declarations made in his letters." The theater, "simultaneously part of
history and outside history," is constantly changing and calls for the same sort of flexibility and
pragmatism evident in Verdi's own performance decisions.
The first session of the conference in the U. S. returns to a topic touched on earlier by
Marco Marica in a strictly German context-the relation of certain twentieth-century stage
operas to Verdian models. But in this session, both Nicholas McKay and Michele Girardi have a
body of evidence to work with that is far more solid and extensive than the one supporting the
arguments for Verdian overtones in Weimar-era Zeitoper. In describing the implied Verdian
references in Stravinsky's Oedipus Rex, McKay begins with a critique of the typology proposed
by Angelo Cantoni in an early study of the topic, refining and extending it to include other types:
"images," "diagrams," and "metaphors" (all terms borrowed from the typology of icons
developed by the American philosopher Charles Peirce). 3 Although some of the VerdiStravinsky parallels McKay indicates are audible resemblances, several of them work far below
the surface as examples of "dialogized heteroglossia." The article stimulates even when it
doesn't quite convince, especially in the insistence that Verdi's "voice" is a "metaphor" for
Stravinsky's: "But it is precisely because Verdi's voice is so far removed from Stravinsky's that
it provides the perfect metaphor. That is the point of metaphor; it enables one to perceive an
object all the more acutely by comprehending it in terms of something it is not." But it has never
been the "point of metaphor" to perceive an object in terms of something that has nothing
whatsoever to do with that object; surely any effective metaphor must contain or suggest some
essential similarity with the object in question. Unless a convincing case is made for some
underlying similarity, however far beneath the surface, it is difficult to see how a metaphorical
interpretation can work. Michele Girardi explores a more recent twentieth-century work,
Luciano Berio's Lavera storia, placing it firmly within the tradition of operas about opera, such
as Donizetti's Le convenienze ed inconvenienze teatrali or Strauss's Ariadne auf Naxos and
Capriccio. In the same way that McKay is able to cite evidence for Stravinsky's awareness of
and interest in Verdi's music, Girardi is on firm ground in relating the similarities between fl
trovatore and La vera storia (more than evident both in the plot, with its stolen infants and a
long-lost brother who may still be alive, and in frequent musical ideas redolent of middle-period
Verdi) to the thoughts on Verdi expressed in a 1974 article by Berio and the 1982 program notes
to Berio's opera by its librettist, the celebrated writer Italo Calvino. Girardi is able to cite further

3

See Charles S. Peirce, "Logic as Semiotic: The Theory of Signs," in The Philosophy ofPeirce, Selected
Writings, ed. J. Buchler (London: Kegan Paul, 1940), 98-119.
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evidence in the correspondence of Berio with Vittorio Sermonti, a writer who, although heavily
involved in the earliest stages of planning the libretto, was not ultimately one of the librettists.
The operatic world has been sharply divided for years over the increasing role of stage
directors and designers in imposing novel visual approaches upon opera productions. Although
what has come to be known as Regieoper is more firmly rooted in Europe than elsewhere, a
debate over its justification and perceived excesses has raged just about everywhere. The "Verdi
and Theatrical Provocation" session devoted to this topic, takes the form of a roundtable
featuring David J. Levin's defense of experimental stage production. Levin's point is that
innovative stagings are valuable because they are thought-provoking, which is presumably the
kind of "provocation" implied by the title for the session, while tradition-bound stagings
effectively banish thought rather than arouse it, causing the phrase "Va, pensiero" to take on a
new, unfortunate meaning of "Scram, thought" (my paraphrase, not Levin's). He has an
ingenious strategy for dismissing the authority of the many indications for staging found in the
librettos and original production books for Verdi's operas: he concentrates almost exclusively on
Don Carlos, which enables him to associate the notated stage directions with the figure of the
Grand Inquisitor as representations of the villainous authority that Schiller/Verdi intended to
criticize. This is a provocation indeed, almost grotesquely offensive in its reductiveness (I object
to a producton of Otelia that opens with a sunny day rather than the prescribed storm, ergo I
support the burning of heretics at an auto-da-fe) and hardly likely to win converts; the radical
approach deserved a more persuasive spokesman. Levin also points out that the production
books were "commercial products," this dreadful phrase apparently being enough to make us
want to avoid them like the plague. But Verdi's tunes were commercial products as well; it
hardly follows that we should alter them beyond recognition.
James Hepokoski gives a measured response to Levin's paper, the chief defect of which
he identifies as the assumption that staging is extraneous to, therefore separable from, the
"work," which has been implicitly (and thoughtlessly) defined by Levin in the narrowest possible
way as consisting of music and sung text. But Hepokoski does not simply wish to score points
on the traditionalist side of a sterile debate and goes on to a subtler exploration of traditional and
radical positions, pointing out that novel stagings, far from being simple rejections of more
traditional approaches, are themselves paradoxically dependent on tradition as well. Pierluigi
Petrobelli's response similarly seeks to transcend the dichotomy of traditional vs. radical, but
does so by referring to the primacy of the musical score: both radical and traditional stagings can
succeed if they attend to the score, and both can fall if they fail to do this. The section closes
with a paper by Clemens Risi expressing enthusiasm for an experimental staging of Don Carlos
in Stuttgart (helpfully illustrated by several photographs) and offering an interesting rationale for
the depiction of monks at the convent of St. Juste as engaged in the Japanese martial art known
as kendo in that production. Quite explicitly articulating the same definition of the operatic
"work" (as score plus libretto minus stage directions) that Hepokoski found implied in Levin' s
paper, Risi stresses opera as "performativity" rather than as a set of notated instructions.
The third session of the American half of the conference is devoted to Verdi's relation to
French opera. Les Vepres siciliennes is the chief focus of two of the three papers, those of
Claudio Toscani and Andreas Giger. Each scholar is interested in the effect of French language
on Verdi's style in this opera, and each enters into the technical details of French prosody and
accentuation in contradistinction to Italian. But Giger' s investigation goes substantially deeper,
considering French aesthetics as a whole and developing an original typology of "theme blocks,"
standardized structures for the beginning portions of lyrical melodies. Heather Wiebe's
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fascinating essay on Don Carlos and "the problem of interiority" stands apart from the first two,
since her interest is primarily a psychological consideration of the character of Posa and the
attraction he exercises on both Don Carlos and Philippe as a means of sublimating their desires;
that Don Carlos is a French opera is largely irrelevant to her inquiry.
A similar case of a free paper grouping that brings together essentially unrelated papers
under a somewhat misleading unifying theme is the "Verdian Heroes and Heroines" session.
Alberto Rizzuti's summary of newly discovered sources for Giovanna d'Arco is not at all a study
of the title role as heroic, but represents in exemplary fashion the kind of Verdi scholarship that
twenty years ago would have been considered mainstream. Through an assiduous use of sources
(letters, an early published vocal score, and sketches that he pieced together from separate partial
publications in auction catalogues), Rizzuti is able to draw interesting conclusions about Verdi'_s
compositional process in this opera. Susan Rutherford's study of La traviata, on the other hand,
has everything to do with Violetta and how this character was perceived by critics in midnineteenth-century England. Rutherford is persuasive in her argument that English critical
reaction to this opera at that time must be seen in the context of the reigning attitudes toward
prostitution. She notes, as a curiously paradoxical confirmation of her position, that an
aristocratic soprano like Marietta Piccolomini was condemned for her realistic, i.e., passionate,
interpretation of the role in London, while a soprano from a lower-class background like
Angiolina Bosio, whose interpretation was far more chaste and idealized, was lavishly praised.
Rutherford is aware of the built-in bias of the critics she cites-naturally all male-and attempts
to compensate for this by concluding with interesting speculations on the "silent female
response"-how nineteenth-century female audience members responded to La traviata. She
extrapolates from the research of Jackie Stacey on female reception of Hollywood film to
suggest the possibility of similar modes of female interpretations of nineteenth-century opera,
"subverting and playing with the code of femininity.' 4 Jeffrey Langford, in his paper on Byron's
Corsair and Verdi's fl corsaro, tries to understand the nature of the attraction that Byron
evidently held for Verdi, advancing the theory that it was Verdi's maturation that led him away
from his youthful enthusiasm for the British poet.
As mentioned above, non-musicologists were among the notable participants at this
conference, and the literary scholar Peter Brooks is probably foremost among them. He leads off
a roundtable session on the Grand Inquisitor in Verdi's Don Carlos and nineteenth-century
literature with a fascinating essay on the Inquisition in the Romantic imagination. The Grand
Inquisitor holds important traits in common with a number of other dramatic characters, such as
Hugo's Torquemada, as a castrating father-figure. In Brooks's reading, Freudian theories about
parent-child relationships are key, with Philippe's infanticidal desire "transferred" to the
Inquisition, and with no fewer than three father figures, including the shadowy Charles V,
playing a role in the psychological proceedings. Although Brooks largely ignores the music, his
presentation is followed by responses from three musicologists, all pre-eminent Verdians: Joseph
Kerman, Harold Powers, and David Rosen. Kerman supplements Brooks's observations by
focusing on certain changes Verdi made in the score for the 1884 revision, namely the removal
of the "commination" scene and a thoroughly re-orchestrated conclusion in the final scene. He
approves of the cut, finding the commination "unworthy of Verdi" since it is speaking "for the
audience" (for Kerman this has been, since the mid-1950s, an unmistakable sign of a lack of
artistic integrity), but severely censures the revised scoring of the conclusion. Powers takes
4

See Jackie Stacey, Star Gazing: Hollywood Cinema and Female Spectatorship (London: Routledge,
1994), esp. 154-158.
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direct issue with Brooks on the latter's own psycho-literary turf, arguing that the wish for the
auto-da-fe should be ascribed to Philippe rather than to the Grand Inquisitor; he also stresses the
importance of the play on a similar subject by the nineteenth-century playwright Eugene Cormon
in affecting the librettists' treatment of Schiller's play. Rosen's point of departure is not the
paper that Brooks read for this session, but Brooks's earlier book Troubling Confessions:
Speaking Guilt in Law & Literature (2000), which Rosen finds helpful in formulating his own
thoughts on certain scenes of Don Carlos, including the auto-da-fe and Eboli's confession.
With a session on Verdi and cinema, we are plunged straightaway into a dense
continental haze by Jean-Pierre Godebarge's meditations on the use of Verdi's music in Luchino
Visconti's 1954 film Senso, based on a story by Camillo Boito (Arrigo's brother, later the
architect of the Casa di Riposo for retired musicians in Milan). The film opens in the Teatro la
F enice during an 1866 performance of fl trovatore, of which two very brief excerpts are shown,
the conclusion of Act III and, following a riotous between-the-acts political demonstration, a bit
of the beginning of Act IV. Although the Verdi opera is thus restricted to the opening scenes of
the film, Godebarge has good reasons for stressing its importance, since the film moves, as he
observes, from the directness of fl trovatore to a greater complexity, just as Senso marked a
transition from Visconti's neo-realist films to his later work. Unfortunately, by the end of the
first paragraph Godebarge has already wandered off into the most intractably free-associative
prose style ("an insidious mediocrity lies at the heart of a visual feast in which faces, objects, and
music are mistakenly identified"). His only footnote is a highly problematic citation from
Philippe Petit's 1958 book Verdi, supposedly given to substantiate something that Verdi said
about why he chose fl trovatore for an opera subject, but which only substantiates that Petit said
that Verdi said it. Godebarge also seems deeply confused about certain factual matters, making a
mess of the scene in which a group of Austrian officers is singing a song while the suffering
heroine attempts to question them about her lover's whereabouts: quite astonishingly, Godebarge
mistakes Schubert's song "Der Lindenbaum" for Der Freischutz (!), possibly because of the
vague similarity in melodic contour between the song and the horn melody heard near the
beginning of the overture to that opera; he also asserts that Schubert's song "Der Leiermann,"
which he brings into the discussion for no discernible reason, dates from 1821, rather wide of the
mark (it was composed in 1827). Visconti's use of the slow movement from Bruckner's Seventh
Symphony during certain of the love scenes between the heroine and her Austrian lover also
receives an idiosyncratic and quite unsupported interpretation as a symbol, in a story set in 1866,
of the death of Wagner (who died in 1883). It is all to the best that non-scholars were invited to
participate in this conference, but this contribution fits in very oddly with the surrounding papers
and sessions. Laura Basini' s paper brings us back to solid ground with intriguing and thoughtful
commentary on the use of Verdi's music in Bernardo Bertolucci's film La strategia def ragno.
Not unlike Godebarge's insight into fl trovatore as a symbol for "simplicity," Basini's
interpretation of the use of a theme from Attila suggests that "the reality behind the revolutionary
tale of early Verdi is more complicated than it seems at first."
Another session about performance is called a roundtable, but lacks the format
characteristic of the other sessions so described. The performance issues considered here are
exclusively musical. David Lawton draws on his experience as a conductor and editor,
examining the modifications made to Verdi's scores in nineteenth-century manuscript sources or
as attested in reviews of the time. Lawton concludes that tempo modifications and "some
discreet ornamentation" of the type Verdi wrote out for f masnadieri ought to be explored by
today's singers and conductors. He omits specific recommendations for similarly guarded use of
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transpositions, cuts, and additions, but his commentary would seem to allow room for these as
well. Another conductor John Mauceri illustrates how valuable a contribution can be made by a
literate, informed non-academic. Mauceri has kept up admirably with developments in Verdi
research, and his paper contains illuminating remarks on tempo and metronome markings. His
notion of Verdi's tempos as "structural" pillars dovetails nicely with Anselm Gerhard's remarks
noted earlier, while his insistence that tempos be regarded as part of the score rather than as
belonging to the domain of interpretative license obviously touches on the definitional issues
raised by Hepokoski in his response to Levin. Once Mauceri leaves the question of tempo, his
observations are somewhat less compelling: to him, the three opening E's of Laforza del destino
are a reference to the opening four-note theme of Beethoven's Fifth Symphony, with the fourth
note replaced "by a silent scream for understanding in a world dominated by racism, war, and a
totally impotent church," while the use of solo clarinet in the same opera is attributed to tlie
influence on Verdi of Beethoven's Fidelio. Similarly to Fairtile in her anecdotes, Mauceri is too
discreet to name names, but he expresses strong disapproval of the way in which certain
premiere performances and- recordings of critical editions of Verdi's operas "ignore what we
already know, and what we are in the process of learning, about the performance practices and
the compositional elements of Verdi's operas." Antonio Rostagno takes a middle approach,
similar to Lawton's, between textual fidelity and contextual latitude, in his consideration of
performance issues relating to Simon Boccanegra in the light of comments in Verdi's letters.
The earlier session on Verdi in twentieth-century Germany is balanced out by a session of
papers considering Verdian performances in other non-Italian lands (England, the United States,
and France). Roberta Montemorra Marvin surveys a large number of burlesque treatments of La
traviata and fl trovatore in Victorian London. Marvin's work clearly shows what scholarship
has been missing by not taking such burlesques seriously (typically they are noted merely as
evidence of the ·great popularity of the opera or composer being burlesqued), since critical
scrutiny reveals a wealth of insights that we can obtain from such sources. Marvin's paper
nicely complements both Rutherford's observations about the critical reception of La traviata
and, through comments on the importance of audience recognition of the parodied elements as
part of the essential workings of the genre, Poriss' s "modes of discernment" of substitution arias.
The burlesques thus emerge as anything but peripheral, having played an important role "in
making II trovatore and La traviata more comprehensible and relevant to a widespread and
diverse audience." Basing his research mostly on mid-nineteenth-century newspaper reports,
John Graziano documents a surprisingly busy and active operatic scene in New York City, which
shows Verdi ' s operas, helped along by outstanding singers such as Marietta Piccolomini, finding
great popularity with audiences but harsh assessments from critics, yielding to praise only
beginning in the 1860s and '70s (Un ballo in maschera, Aida). Alessandro Di Profio takes on a
valuable survey of Verdi performances at the Theatre Lyrique in Paris. The great attention
garnered by Verdi's 1865 revision of Macbeth has been at the expense of other Verdi
productions at the same theater during the 1860s (Rigoletto, La traviata, and Un ballo in
maschera), and Di Profio takes a significant step toward correcting the imbalance. He
convincingly shows that many details of the Macbeth revision cannot be adequately understood
without knowing the circumstances surrounding these other productions of Verdi operas at the
same theater-all, not coincidentally, built upon French traditions.
A session difficult to imagine taking place at a Verdi conference in 1966 is the one on
"Body and Gesture." Pierpaolo Polzonetti's paper on "anorexia and gluttony" in Verdi identifies
a noble, self-sacrificing heroine who declines food (or at least seems uninterested in it) as a
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leitmotive of Verdian opera, as contrasted with the comic depiction of Falstaffs shamelessly
hearty appetite. Polzonetti's attempts to outline a consistent musical response to these themes on
Verdi's part seem somewhat forced. If Joan of Arc soars to a melodic climax before dying, it is
not necessarily because she is ascending to a place where "she can finally savor heavenly
delicacies," although that might indeed be a fringe benefit of going to heaven, and although
certain soaring soprano climaxes may coincide with either death or a disinclination to eat, others
coincide with neither. Nor is the harmonic evidence adduced by Polzonetti conclusive: the
soprano may drop out, as in Violetta's final scene, before the cadential tonic is reached, but this
may well be on account of the abrupt timing of the moment of death-not at all necessarily
related to anorexia-and melodically can just as well appear as an anti-climax (as in the death of
Gilda) as a climax. Corrado too, in the final measures of fl corsaro, when he throws himself into
the sea, reaches a soaring climax that abruptly drops out before the final tonic chord is reached,
and although he certainly wishes to die, there is no hint of his avoiding food. One wonders, in
brief, if the focus on "anorexia" has led Polzonetti to ignore a number of musical passages
containing no reference to the refusal to eat but showing strong resemblances to passages he has
represented as signifying precisely that. Mary Ann Smart, to the contrary, argues very
convincingly that there are commonalities to be discovered even beneath the different kinds of
music that Verdi wrote for scenes where a soprano kneels in supplication or prayer. The prayers
of Amelia in Un hallo in rnaschera and Elisabeth in Don Carlos, for instance, are both examples
of "a still point of culmination within a frenzied multipartite number." Verdi scholarship owes a
considerable debt to Smart for being the first to raise the simple question of what characters are
doing with their bodies at different points of a musical drama and how the two elements
intersect. Although not intended as any kind of rebuttal to Levin's paper described earlierSmart is not calling for a rigorous application of nineteenth-century stage directions, but simply
examining their implications-her paper may, nevertheless, be seen as undermining any claim
that attention to such directions led inevitably to thoughtlessness. Alessandra Campana makes
similarly outstanding use of nineteenth-century stage directions in her paper on "acting" in
Otelia. Campana deals with "acting" on multiple levels, as she considers both how singers were
expected to act according to the disposizione scenica published for Otelia and how a false
character such as Iago enacts his falsity, that is, the modality of the dramatic and musical
characterization of him as mendacious or hypocritical; by contrast the same production book
reinforces the normality (i.e., the genuineness) of Otello by the type of stage directions assigned
to him.
The roundtable session that closes the conference is, appropriately, a series of meditations
on Verdi's last opera, or more accurately, on the significance of the fact that Falstaff was his last
opera. It seems safe to generalize that for most commentators the position of Falstaff at the end
of Verdi's operatic career provides the interpretative key for understanding it: it is hailed as
valedictory, a "summing up," or as Roger Parker ironically puts it, a fond farewell to the
nineteenth century with a smile and a song. Linda Hutcheon and Michael Hutcheon read Falstaff
as a kind of self-parody, with Verdi subjecting certain elements of his tragic operas to comic
reconfiguration (as when Ford's raging jealousy echoes Otello's). The Hutcheons also pick up
on certain observations by Julian Budden and Roger Parker regarding Wagnerian references,
which can be found in the score alongside the self-referential Verdian ones. Parker' s response
begins with a consideration of Verdi's composition of the opening scene of Act III-which was
not composed until after most of the opera had been orchestrated--contrary to his usual practice
of working through the drama "chronologically." But Parker is interested not so much in
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compositional process as a field of positivistic inquiry-setting the record straight about what
got written down first, etc.-but in exploring, in an interesting twist on Adorno, how the
compositional anomaly seems emblematic of a dislocation of elements, dissolving rather than
creating the impression of cohesion. In this way, Falstaff looks forward rather than backward.
Emanuele Senici likewise finds Falstaff essentially forward-looking rather than nostalgic,
embodying as it does "interrogation, re-examination, disenchantment, suspicion, loss of trust,
that is to say, of course, modernity." But any interpretation of Falstaff as either nostalgic or
modem will naturally be affected by one's view of subsequent operatic history. Senici gently
disagrees with the Hutcheons' assumption that modem opera was "profoundly influenced by
Wagner," which implicitly relegates Verdi to the periphery of historical development; he astutely
points out that this depends a great deal on the works one picks out as constituting the "story~' of
twentieth-century opera.
Only a hopeless curmudgeon would wish to dwell on the few typographical and editorial
oversights that have made their way into these volumes, which without question belong iri the
library of any self-respecting Verdian.
Jesse Rosenberg

******************************************************************************
Verdi Discoveries, Jean-Yves Thibaudet, piano, Orchestra Sinfonica de Milano Giuseppe Verdi,
Riccardo Chailly, conductor (Decca B10001090-02, 2003).
For obvious reasons, we tend not to think about the instrumental compositions of monumental
figures of nineteenth-century Italian opera such as Rossini, Bellini, Donizetti, Verdi, or Puccini.
If these composers did write purely instrumental works, they have long lived in the shadows of
the operas as juvenilia, occasional pieces, or random musical excursions. For the most part,
there are very few examples; few were published, and most remain entombed in libraries
throughout Europe.
In Verdi's case there is one outstanding endeavor, his String Quartet in E Minor, which
appears frequently enough on concert programs, almost always elicits surprise from listeners,
and stands as irrefutable proof of Verdi's classical training (despite the Milan Conservatory's
refusal to admit him). Aside from this piece of chamber music, The New Grove Dictionary of
Music and Musicians works-list for Verdi includes very few additional instrumental
compositions, most of which exist only in manuscript: Sinfonie in A and D, an Adagio for
trumpet and orchestra, a Romanza senza parole for pianoforte, a waltz for piano. For the most
part, the size and breadth of the list speak equally for Verdi's contemporaries and predecessors.
For example, Bellini's list includes orchestra works such as the Capriccio, ossia Sinfonia per
studio in C, six sinfonie (in B flat, C minor, two in D, and two in E flat), and an oboe concerto in
E flat. Several works for keyboard include an Allegretto in G minor for piano; a G-major
capriccio for piano, four hands; Pensiero musicale for piano; and an organ sonata. Puccini
composed the obligatory student string quartet, but his 1890 miniature, Crisantemi, a string
quartet composed on the death of Amedeo of Savoy, eventually found its way into the orchestral
parts of the fourth act of Manon Lescaut, while retaining its original form as chamber music.
Rossini was probably the Italian opera composer who wrote the greatest number of instrumental
works, and also likely the most successful, as one or the other chamber work is hauled out by
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professional musicians in search of a virtuoso oddity. A case in point would be his 1824 Duetto
in D Major for violoncello and doublebass.
The main genre for instrumental works by Italian opera composers, however, has been
the operatic overture, and among the ottocento giants, it is Rossini, again, who was most
successful, following the Mozartian model for concert performances of those works. But that
particular inheritance has as much to do with audience expectations, compositional school, and
conventions as it does with artistic prowess or imagination. Surely among the best-known music
of the late Classical era would be Rossini's overtures to fl barbiere di Siviglia, L 'italiana in
Algeri, La gazza ladra, Guillaume Tell, or Semiramide. 5 Rossini, of course, may be the last of
the era that began with Gluck, who wrote in his Preface to Alceste, "I planned that the sinfonia
would forewarn the audience of the drama."6 That "warning" would develop into a full-fledged
sonata form in the hands of Mozart, and Rossini would carry the practice into the nineteenth
century. In fact, the power and prevalence of the convention of the primo ottocento opera
overture was such that it became one of the standards by which to measure all change. As a
carry-over of eighteenth-century tradition, it was an independent, closed structure heard before
the curtain went up, an all-purpose musical exordium to which many eighteenth-century critics
had already objected. 7 Indeed, it was more often than not a means of calming down a noisy
audience. In Gluck's view, the overture functioned "to apprise the spectators of the nature of the
action that is to be represented and to form, so to speak, its argurnent."8 And if, as Berlioz noted
when attending the opera in Rome, such a piece was still "a kind of noise which theatre
orchestras produce before the rise of the curtain, and to which no one pays any attention," its
eventual integration into the body of the opera as the nineteenth century progressed was a
consequence of composers seeking a more naturalistic, continuous, and musically economical
structure without such excess baggage as would lessen the total dramatic impact of the evening.9
This assimilation eliminated the need for an additional frame "outside" the opera and created a
musical context for a more seamless totality.
The primo ottocento overture was thus something that came "first," something that would
not intrude on the more important parts coming afterwards, namely, the "real" drama that began
with the curtain. 10 With the advent of the "attached" or tonally open-ended prelude (some early
examples of which are to be found in Mozart and Gluck), however, this perfunctory role was
nullified; the opera began with the musical downbeat. By the late nineteenth century, as Verdi
(definitively by the time of Otello and Falstaff) abandoned the independent prelude altogether,
others either retained it or created alternatives for it, as continuous motion, both physical and
musical, became essential.
It is with this in mind that we can approach Verdi Discoveries, a good fifty percent of
which relates either directly or indirectly to the idea of "prelude." The recording documents, in
5
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some cases for the first time on disc, operatic preludes that Verdi had set aside for one reason or
another: the 1862 Prelude to La forza de! destino, the abandoned Sinfonia intended to introduce
Aida, the eliminated Prelude to Simon Boccanegra, the Prelude to Otello, purportedly the last
Verdi wrote, 11 the Prelude to the third act of I Lombardi al/a prima Crociata ( 1843), and by a
few degrees of separation, the Sinfonia in C of 1838, which eventually provided several themes
for the 1840 overture to Un giorno di regno. The remaining works on the recording are a series
of rarities, mainly for solo instrument with orchestra: Variazioni per pianoforte ed orchestra,
Variazioni per oboe ed orchestra, Adagio per tromba ed orchestra, and Capriccio per fagotto ed
orchestra. Although the raison d'etre of the preludes is clear, it is less so for the instrumental
works, many of them the kind of conservatory-style juvenilia discussed by Michael Kaye in The
Unknown Puccini or that appear on unusual recordings of lesser known works by lesser known
composers. One example that comes to mind is Otto Nicolai, known for his single success, Die
lustige Weiher von Windsor, but documented further on disc with the Fantaisie avec Variations
brillantes sur Norma, op. 25, and the Symphony in D Major, WoO 99. 12 Works such as the
Fantaisie, moreover, provide another link in the chain of music that passes from one composer to
another via variations and such fantasies, the most famous being those operatic paraphrases and
fantasies of Franz Liszt. Verdi, however, avoided such exercises, both living a private life, and,
so to speak, also composing a private life, free of adaptations or ruminations on the work of
others.
Much of the music on the Verdi disc is delightful, however, and especially the piano
variations on a theme from Francesco Morlacchi's Tebaldo e Isolina. According to liner notes
by Dino Rizzo, the piece resulted from Verdi's desire to perform "a concerted piece for
pianoforte" for Maria Luigia at the court of Parma on the occasion of her birthday, 12 December
1837. The performance never took place, and the piano part, which survives in manuscript in the
Archives of the Teatro Regio in Parma, has been augmented for the recording by Fortunato
Ortombina's reconstructed (perhaps "newly created" would be a better way of putting it)
orchestra parts. The piano part is clearly written for a better than average player, who would
have been Verdi himself, allegedly deemed the "Paganini of the piano" by Giuseppe Alinovi, a
fellow native of Busseto and a musician of significant influence. 13 The piano part reveals that,
despite what may have been an eye and an ear poised to favor his young countryman, Alinovi
may not have been too far from the mark. The Variazioni are quite demanding and would not sit
comfortably in amateur hands.
The remaining works for solo instrument on the recording are of a piece with the
Variazoni per pianoforte. Not surprisingly, the basic material is in every case a simple melody
that eventually unfolds in varied guises, whether titled "variations" or not. And again, not
surprisingly, they tend to originate from the early years in Busseto, where Verdi, of course, had
close dealings with local instrumentalists and their Societa Filarmonica. Rizzo warns that the
evidence in favor of Verdi's composition of the Adagio per tromba ed orchestra is strong but not
11
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definitive, including, however, the confirmed existence of a valved trumpet in Busseto at the
time, and a letter from Giuseppe Demalde to Giuseppe Martini, explaining that Verdi had written
"easy and graceful divertimenti," including one for the "tromba delle chiavi." 14 The attribution
for the Capriccio per fagotto ed orchestra is likewise dubious (as discussed further below), but
the manuscript for the Variazioni per oboe ed orchestra was discovered by Rizzo among
Giacomo Mori's papers at the Biblioteca Palatina in Parma. As Rizzo explains, the latter is a set
of variations on the theme "Canto di Virginia," of unknown origin. Nonetheless, Rizzo suggests
the Virginia of the title is none other than Verdi's daughter, born 26 March 1837.
Riccardo Chailly acknowledges the several dubious works in his introductory essay to the
disc, "Exploration and Discovery":
I believe that the main purpose of this project is one of discovery, to explore new
repertory and allow us the chance to make a direct or indirect comparison
between compositions which might throw light on an area of Verdi's orchestral
music, and which were until recently unpublished, even if some of them raise
questions of their complete or partial authenticity. 15
Among those works of "partial authenticity" the Capriccio per fagotto ed orchestra stands out.
As explained by Rizzo in his accompanying essay, "Verdi's Orchestral Music," the Capriccio
"forms part of a group of manuscripts which Giuseppe Cocchi, former director of the Piccola
banda at Busseto, and from 1857 inspector of music schools, failed to return to the archive of the
Societa Filarmonica when he resigned." The manuscripts eventually ended up in the Diocesan
Archive at Fidenza, and the alleged Verdi Capriccio in this collection does not contain any
specific attribution to Verdi or evidence of his hand. Its generic style and its structure offer no
clue to authorship, and its inclusion among the "discoveries" seems to be based solely on its
connection to Busseto.
The recording holds no real surprises, but will certainly find a place in the hearts and on
the shelves of collectors. It takes its place alongside two other similar efforts by the same team,
the Rossini Discoveries (Decca 470298-2), which includes the kind of thing that we might come
to expect-miscellaneous preludia-but also some vocal works, "Le Chant des Titans," and an
Inno a/la pace. The most recent Chailly endeavor of this ilk, Puccini Discoveries (Decca 475 3202 DH), holds the somewhat more promising first recording of Luciano Berio's finale to Turandot.
But that could hardly be called a "discovery."
Helen M. Greenwald

14

Giuseppe Demalde and Giuseppe Martini were both town officials at Busseto. Demalde wrote a
biography of Verdi, "Cenni biografici del Maestro Giuseppe Verdi," which wa never published.
15
Liner notes, 5.

91

